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design is good, and the incising carefully done ; it 
however requires the carver to have perfect com- 
mand over the tools, as the slightest irregularity in 
the lines or scroll-work is at once seen, and spoils the 
whole effect, as the mistake cannot well be rectified. 

In many cases it is advisable to preserve copies of 
small carved objects for future use, and this is easily 
done by taking a plaster cast of the work. To take 
an impression of the object of which a cast is desired, 
a substance known as 
squeeze-wax is used, 
and this is made of 
the following ingredi- 
ents, viz., two pounds 
flour, one-half pound 
best beeswax* one-half 
pound linseed oil, and 
a small quantity of 
rouge ; these should 
be thoroughly mixed * 
together., and then 
exposed to the air. 
Should the squeeze 
wax become hard at 
any time, it may easily 
be softened by slightly 
warming and knead- 
ing well. In taking 
a cast, the wax should 
be well pressed into 
every portion of the 
work, and then gently 
withdrawn, the mould 
thus formed being 
filled with plaster of 
Paris, the plaster hav- 
ing been mixed with 
water until it is of the 
consistence of cream. 
After standing for a 
few hours, the 
squeeze-wax can be 
taken off, leaving a 
copy of the carving in 
plaster. Care should 
be taken to obtain the 
plaster fresh, as after 
being exposed to the 
air it loses some of its 
properties, and does 
not harden well. 
These remarks on 
taking plaster-casts 
apply only to small 
objects that are not 
deeply undercut; 
larger casts, and casts 
of subjects carved on 
more than one side, 
are taken in sections. 

In carving heads on 
sticks, it is always 
better to rely entirely 
on the grotesque to 
furnish designs ; and 
it will be an agreeable 
surprise to the ama- 
teur, to find how eas- 
ily these grotesque 
heads can be cut on a 
stick. The principal 
thing to avoid' is all 
sharp points, which 
are liable either to 
hurt the hand or tear 
the glove ; and the 
design should in every 
case be adapted to 
the size and shape of 

the knob. In carving these heads, a vice is required 
to hold the stick firmly, and then the same process is 
gone through, as with all other descriptions of carv- 
ings; first of all, draw roughly the design on the 
knob, then block out, and finally finish off the work, 
adding any fancy touches that may be deemed ad- 
visable to give effect to the design. It is a frequent 
practice with carvers to roughly model the design 
in clay before commencing to carve it in the wood, 
or if clay is not at hand, to chop in roughly the de- 



sign in a soft piece of deal, so as to see the effect 
the design will really have in the wood when it shall 
have been worked out. 

In finishing off the work, outlines frequently have 
to be rectified, and alterations made, that are not 
noticed as being defective when the work is blocked 
out. When setting in the outlines of a panel, for 
instance, it is better to avoid cutting too deeply, 
otherwise the groundwork presents a surface defaced 
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with tool-marks after the outlines have been correct- 
ed, and it is not always easy to efface these marks, 
even. when the ground is punched. In shaping a 
design, however, it is a good plan to use the tools 
boldly, and cut clean ; instead of which, many be- 
ginners will make a dozen cuts where one would 
suffice. 

In general it will be better to leave the wood un- 
stained, simply brushing the surface with boiled lin- 
seed oil. Oak looks best left dull. 



There are three ways of painting upon wood, all 
of which are adapted both for figure and flower sub- 
jects, and which, though differing in effect, vary but 
little in their manipulation. They are : painting 
upon gilded wood, upon polished wood, and upon 
wood that has been previously covered with flat coats 
of paint, as a background to the design. 

A gilded surface is 
either one that is per- 
fectly smooth and 
even, or one that is 
rough and takes the 
grain of the wood be- 
neath it ; the former 
kind is used when the 
painting is to be high- 
ly worked up, and 
the latter when only 
outline painting is re- 
quired, or painting 
with but slight filling 
in. The wood used 
for gilding upon a 
rough surface is well- 
grained and well-sea- 
soned oak, to which 
the gold leaf is applied 
as follows : Take 
some of the best fat 
oil size, strain it 
through muslin and 
mix it with chrome 
yellow or vermilion 
powder color, paint 
the whole surface to 
be gilded with this,"' 
working it on with a 
hog's-hair brush, so 
that it covers every 
part to be gilded with 
a smooth and thin 
layer. Remember that 
every spot left uncov- 
ered will not take 
the gold leaf, and will 
therefore spoil the' 
work. It is a good- 
plan to put on two 
coats of size, one be- 
ing applied as soon 
as the first is perfectly 
dry, as the gold leaf is 
then certain to stick. 
Commence to gild 
when the second coat 
of size is Teady ; this 
varies, according to 
the weather, from 
twelve to thirty hours, 
and can only be de- 
cided by the touch ; 
thus, if the size comes 
off readily it is not in 
a fit state, but if it is 
sticky, but not dry, it 
is ready. Always gild 
in a warm room, free 
from draughts, and 
warm the gold leaf 
before using it. Take 
a piece of writing 
paper, rub a little 
white wax upon it, 
and press this lightly 
upon the gold leaf, so 
as to take it up with it ; 
lay the paper with the 
gold leaf upon it on the size, and the gold leaf will ad- 
here. Put on sheet after sheet of gold leaf in this way, 
and see that the leaves overlap each other where they 
join, and are laid on the surface without a wrinkle. 
Where the space will not take in a whole leaf, cut the 
leaf with a sharp knife before taking it out of the book 
it is sold in, and fit it into the place where it is re- 
quired. Be careful to leave no spot ungilded. Wait, 
for ten minutes until the gilding is almost dry, and 
then remove the bits of gold that are not wanted with 
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a little cotton wool, and press the gold leaf lightly to 
the wood. Take a stiff hog's-hair brush that is quite 
dry, and dab over with it where the joining lines 
of the gold leaf show, so as to make the surface with- 
out a line upon it. Very good gilding can be obtain- 
ed with one coating o gold leaf, but the best gilding 
requires two layers. The second layer is put on like 
the first, but only requires one coating of fat oil 
size, or a third of fat oil size to two- thirds of japan- 
ner's gold size ; when the last mixture is used, it will, 
be ready to receive the gold leaf in three hours or a 
little over. Having finished the gilding, preserve it 
by laying on a coat of pure parchment size and water, 
in proportion of two-thirds of water to one of size, and 
polish with a smooth agate, which rub over the gild- 
ing, holding a piece of thin writing paper betvveen the 
two. 

To prepare a smooth surface for gilding, rub down 
the wood (which select of mahogany well seasoned) 
with sand-paper, and put on a coat of glue size, then 
two coats of oil paint made with white lead, turpen- = 
tine, linseed oil, and a small quantity of patent drier 
— proportions of oil and turpentine, three parts to one 
part respectively. Let each coat dry before applying 
the second, and rub every one down, when dry, with 
glass paper. . The final coat, which is known as 
the flattening, is made of white lead tinted with ver- 
milion, patent drier in small quantities, and turpen- 
tine. Put on this mixture very quickly and evenly, 
as the turpentine evaporates, and the uniformity of 
the coat- is one of its merits. When this coat is dry 
rub it lightly down with glass paper and dust it, and 
then gild the surface as before described. 

To paint upon gold surfaces, draw out the design 
upon a piece of paper, and then transfer it to the gold 
with tissue paper and red carbonized paper ; only 
transfer the chief outlines, and mark them through 
very lightly with a crochet hook, as if hard lines^are 
made the gold becomes indented. If the subject is a 
figure design, and is to be painted flat, mark out allthe 
outlines with a fine line of brown paint, using the tube 
oil colors mixed with turpentine instead of any other 
medium. Paint in all the broad surfaces, such as 
drapery, face, and hands, with a plain tint of the right 
color, using white, Naples yellow, raw Sienna and 
vermilion for the complexion, and mixing everything 
with turpentine to remove the shininess of the oil, and 
to give the dead and flat appearance to the work that 
this description of painting requires. When the first 
painting is dry, lay on the shadows and heighten all 
the lights ; soften the shadows and the lights into the 
rest of the work by the use of a badger's brush, but 
do not attempt to work either up so as to bring them 
prominently out, and destroy the flat appearance. 
Finish by marking out the features and the chief out- 
lines with a fine line of 
brown paint. 

When the subject is 
not to be painted flat,' 
paint upon the. gold sur- 
face with oil tube colors, 
and in the ordinary man- 
ner, and omit the hard 
outline. When finished, 
varnish with two coats 
of white hard varnish, 
applying it only to the 
parts that have been 
painted. 

Painting upon polished 
wood is one of the most 
effective methods of dec- 
orating ; the background 
is not so glaring as a 
gilded one, and it can 
therefore be used much 
more abundantly about a 
room, and it is also much 
less expensive. The 
woods used are mahog- 
any, black walnut, rose- 
wood, pear, chestnut, 

oak and pine. They must all of them be well season- 
ed, of a good grain, and be free from knots or 
blemishes of any kind. The three first-named woods 
may to be blackened or ebonized before they are 
polished, while the oak is particularly effective when 
it is left slightly rough and its grain allowed to show 
through ; the pine, when highly polished, shines like 



gold, and takes paintings in shades of brown most 
effectively, and the pear and chestnut are suitable for 
elaborate flower-painting. To ebonize the wood : 
Boil logwood in water, sufficient to cover the chips, 
for twenty minutes, and pour it over the wood while 
quite hot. While still wet, lay on a coating of pyro- 
lignite of iron. Wait until the wood is dry and then 




background should be applied by an ordinary house 
painter, who will lay on the necessary five coats of 
color much better than an amateur, as it is difficult 
to mix and lay on a large surface of paint without 
practice. The tints selected for painting upon should 
be all soft and subdued — pale grays, blues, greens, 
pale terra cotta, citrons, and lemons, all amalgamat- 
ing with the painting, and contributing to the repose 
of the room much more than decided shades. The 
paint used as the background must be well " flatten- 
ed," which means that its surface is dead, and not 
shiny like ordinary house-painting. It should be well 
rubbed down with glass paper and dusted before the 
design is laid upon it. This can be drawn in with 
black chalk, and the painting worked up as in oil 
painting upon canvas, except that turpentine should 
be used as the medium. When large surfaces have 
to be covered, delicate soft-tinted wreaths, arabesque 
patterns, and figures clothed in pale colors, are the 
right designs to. choose ; but when only door panels, 
window sills, and other comparatively small spaces 
are to be filled in, more decided colors can be used, 
and larger-sized flowers and birds. For window 
spaces, tall growing plants, such as foxgloves^ holly- 
hocks, evening primroses, lilies, are good, as they 
lend themselves easily to the space ; while apple blos- 
som, clematis, jessamine, and honeysuckles fit best 
into wedge-shaped corners. For door panels, the 
most effective decoration is to select some plant that 
would naturally grow large and straggling, and to 
paint it as if growing up from the bottom panel and 
across the others. The woodwork in the centre of 
the door should be left unpainted, and the plant 
drawn as if that part of the door concealed it. Reedy 
plants, are also very adaptable, such as the flowering 
rush, reeds with sedge warbler's nest upon them and 
the. birds hovering over, bulrushes and water lilies, 
iris in bloom with its long leaves, hollyhocks, Aaron's 
rod, and asphodels. These, painted entirely over the 
door, are in better taste than bunches of flowers tied 
together, or even single groups of different flowers. 
The branches of an apple, cherry, or almond tree, 
coming across the panels, answer the purpose as well 
as plants rising from the lower part. 



SERVING-TABLE. 

repeat. When it is again dry put on a third coat of 
pyrolignite of iron, and then sandpaper and dust the 
surface. Polish, by laying on a coating of wax and 
turpentine, and leave for twenty-four hours ; then rub 
it well up with a piece of cork. To varnish: Mix 
some lamp-black with the best pale varnish, and lay 
it on with a brush, and when dry rub the surface over 




lady's writing-table. 

with a piece of fat, and polish with the palm of the 
hand and an old silk handkerchief. The manner of 
painting upon ebonized or plainly-polished woods is 
the same as described for painting upon gold ; it can 
either be done flat, and with a bold outline, or work- 
ed up as in painting upon canvas. 

In painting upon an already painted surface, the 



- Discussing the application of carving to furniture, 
Dr. Dresser complains that English carvers, run riot 
in the carving of. dead game, masses of which are 
carved on the panels of sideboards. A dead hare or 
bird hanging up by the legs is not, he remarks, a 
pleasing object in our eyes, and when cut in wood 
not ornamental. A piece of carving representing 
dead game or any other object gives a carver the op- 
portunity of showing his 
skill, but such works do 
not belong to applied 
art. Live game amid 
grass and foliage, treated 
rather conventionally 
and in low relief, is 
sometimes executed on 
panels of large pieces 
of furniture with good 
effect. In the same way 
masses of wooden flow- 
ers, sometimes on stalks 
so reduced as to cause 
them to vibrate with 
slight disturbance, are 
utterly out of place on 
furniture. The able carv- 
ers of the Continent con- 
stantly run into another 
extreme, producing in 
wood designs only fit for 
marble or metal, statues 
and statuettes, panels 
covered with figure-sub- 
jects, not only in low but 
in high relief, caryatides 
which seem to support a cornice, but which are actu- 
ally mere ornaments stuck on the doors and swing- 
ing with them. In many cases the ability with which 
these objects are executed is extraordinary, but they 
are out of place on a piece of furniture which is for 
use ; on such, all ornamentation should be rather 
conventional and unobtrusive. 



